In the second half of the sixteenth century almost the whole of Europe was gradually engulfed by the fashion for Italian music. The madrigal became the favourite genre, which entered the repertory in different countries both in its original version and as contrafactum, intabulation or as the basis for missa parodia 1 . The madrigal and related genres, such as canzona alla villanesca, also became the subject of imitations, often composed by musicians who had no links to Italy at all. Other genres employed by Italian composers, above all masses and motets, were also of great interest to musicians throughout the continent. Undoubtedly it was the activity of the numerous Italian, mainly Venetian, printing houses which played a decisive role in promoting these works; in terms of titles produced, they held the leading position in Europe 2 . Italian printers also became attractive to composers of various nationalities who had their works printed by them. In turn, Italian musicians found employment in various countries, contributing to a lesser or greater degree to the proliferation of their native repertory. The fashion for musical italianità did not reach all the corners of the continent at the same time. The differences in the timing and the manner of reception of Italian repertory can be examined on the example of the Kingdom of Poland, where the interest in music imported from the Apennine Peninsula appeared earlier in the southern and central regions than in the north. To a large extent, this was a result of cultural differences between the various regions. In Royal Prussia the dominance of the German language and the Lutheran religion meant that the elites were educated mainly at the universities in Wittenberg, Leipzig or Königsberg, and German culture was the model they aimed to imitate. On the other hand, the inhabitants of the regions of Lesser Poland or Mazovia -where Polish-speaking Catholics were in the majority -would be more likely to travel to study at Padua and Bologna, as well as Ferrara, Florence, Siena, Perugia and Venice; they would also visit Rome as tourists and pilgrims 3 . These travels must have resulted in familiarity with the Italian language and culture. A sizeable group of settlers from the Apennine Peninsula had lived in Cracow from the beginning of the century, and that community expanded significantly in 1518, after the arrival in Poland of Bona Sforza, the newly wedded wife of King Sigismund I. 4 Those brought to Poland by Bona included musicians: Alessandro Pesenti from Verona, who had previously served as organist at the court of Cardinal Ippolito d'Este, and who was active at Bona's Cracovian court during the years 1521-1550, and Lodovico Pocenin, a cantor from Modena, whose name appears in the records in 1527 5 . It is not impossible that Pesenti, as an organist, was in some way and to some degree responsible for the fact that the two Polish sources of keyboard music created ca 1548 -the tablature of Jan of Lublin and the tablature from the Monastery of the Holy Spirit -contain compositions by Italian musicians, or musicians with links to Italy: Domenico Bianchini, Girolamo Cavazzoni, Antonio Rotta, Bartolomeo Tromboncino, Philippe Verdelot and Costanzo Festa 6 . The royal chapel of King Sigismund II August also employed quite a large number of Italian musicians 7 . Even prior to 1572 the repertory of this ensemble included music imported from Italy, such as numerous villanesche and madrigals, for example by Jacopo Corfini, and works by such composers as Paulo di Bologna, Francesco Londariti, Bernardino Lupacchino, Costanzo Porta, Vincenzo Ruffo and Adrian Willaert 8 .
Among these compositions, of particular interest are the double choir psalms by Willaert and Jacquet de Mantua, which provide an exceptionally early example of the reception of the Venetian polychoral repertory in this part of Europe
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. However, the real expansion of musical italianità at the Cracovian and then Varsovian royal court did not come until the reign of King Sigismund III Vasa. Its beginning can be dated to the year 1595 when, at the invitation of the ruler, the first sizeable group of Italian musicians, including Luca Marenzio, arrived in Cracow 10 . At that time the repertory of the royal chapel contained works by the Italian authors employed at the ensemble, but in agreement with the interests of the king, this was mainly religious music, and madrigals -even if they were performed -did not play a significant role 11 . In Gdańsk and Elbląg, the most important centres of musical culture in Royal Prussia, interest in Italian music appeared much later than in Cracow, and was not widespread until the last two decades of the sixteenth century; it also manifested itself in a different way. During the earlier period, the inhabitants of Royal Prussia had relatively few opportunities for direct contact with Italians and their culture. Although Italian merchants sometimes reached Gdańsk, and some citizens of that city were educated in Italy, this was not on a massive scale 12 . A few Italians stayed in Gdańsk for a longer time and were awarded the citizenship of that city. The most famous one, who was also of great service to the local culture, was Giovanni Bernardino Bonifacio, Marquis d'Oria, who arrived there in 1591 together with his lifetime collection of books. His ship sank at the entrance to the port of Gdańsk, but both the marquis and the majority of the books -almost 1200 titles -were saved. As a mark of his gratitude for being saved and provided with comfortable living conditions, Bonifacio made a gift to the City Council of his whole collection, which was the origin of what later became the city library 13 . However, this Italian humanist and bibliophile was perhaps not interested in music, since the only notated music which he brought with him is to be found on the parchment bindings of a few of his books; these are fragments of liturgical codices with the somewhat faded -probably due to being bathed in salt water -notae quadratae 14 . Evidence of the presence of musicians from the Apennine Peninsula in Gdańsk appears relatively early. In 1567, the City Council conferred on Italian musicians the right to one year's employment in Gdańsk on condition that they take the citizenship of that city 20 . All that survives of its original text is the incipit in the version "Si purti vardo", which indicates that the copyist did not know Italian. He probably chose the composition for its simple, homophonic texture combined with an attractive timbre, while the name of the Venetian chapel master may have been added for reasons of prestige or commercial ones. After all, most musicians would prefer to perform a work by a renowned master rather than an anonymous one. The other composition from this manuscript is the motet Nuptiae factae sunt signed with the name of Arcadelt. In fact this is a contrafactum of the madrigal Com' esser puot amor by that author 21 . The composition . More on the subject of the Gdańsk contrafactum in: Agnieszka has unusual scoring -six voci pari in bass register -and such a texture may have made the work attractive to the copyist. However, the Italian text probably turned out to be inappropriate in Gdańsk, which is why it was replaced by a Latin one. The same work, probably a copy, is to be found in another manuscript originating from Royal Prussia, without the author's name but with the music underlaid with two alternative Latin texts -Nuptiae factae sunt and Veni sancte spiritus, thus eliminating any traces of the Italian origin of the composition prints contained mainly chansons and motets, but in one of them -Orlando's Sex cantiones latinae -we also find German Lieder and madrigals. The import of the latter in the set as a whole seems to be accidental rather than intentional, but it is symbolic: six madrigals by the chapel master from Munich initiated the later abundance of this genre in the Gdańsk collections. Adding a composition by Animuccia at the end of the set of prints was by then the result of a deliberate choice. However, the manner of entering it may be taken to indicate that the copyist had little previous experience of madrigals. Above the notes in the tenor partbook he placed the title: Motetʒ à cinq voci composees par Paul Annamuciſ, while limiting the text of the composition -taken from a canzona by Francesco Petrarca -to the incipit in all the voices. He used French, which does not seem to have been his native language, in the title, perhaps trying in this way to create a link to the language of the chansons at the beginning of the set of prints. The word 'motet(us)' was probably used instead of the word 'madrigal', which the scribe did not know. The work may have been performed instrumentally or vocally as a kind of contrafactum, with a text chosen at will. We do not know the source from which Animuccia's madrigal was copied. It was first published in 1557 in an edition which otherwise contained almost exclusively madrigals by Orlando di Lassus, and which underwent numerous reprints in this context 25 . It is also not clear why the copyist chose precisely this little-known composition and not one of the madrigals by Orlando di Lassus. Since he eliminated the madrigal's text, the choice was obviously not directed by the scribe's fondness for the poetry of Petrarch.
At some point, Animuccia's composition, together with the music prints from the library of Alexander Glaser, found its way to the collection of Georg Knofius, a bibliophile and music lover from Gdańsk, who collected 267 volumes of polyphony, mainly originating from the Venetian printing houses of Gardano (130 titles) and Scotto (39 titles), among them 196 volumes of secular madrigals 26 . Alongside the partbooks inherited from the rector of the church of St Barbara, Knofius had in his collection only a few prints from the 1570s, the . On the other hand, the two Italian authors achieved only local fame: Cottone as organist at the cathedral in Turin, and Cavatoni as maestro di musica at the Accademia dei Novelli in Verona, for whose needs he composed his madrigals 30 . We do not know whether Knofius set out to build his collection starting with these prints, whether he happened to be given them by someone, or whether he imported them in later years to add to the existing music library. Either way it seems that he did not start systematically collecting musical prints until the fifteeneighties 31 .
We cannot be certain whether, and if so how, this private collection was used in practice, although Martin Morell draws attention to the numerous handwritten corrections in the prints, indicating that these works were performed, probably by Knofius himself and the 
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The majority of prints in his collection come from the 1580s, and the earliest date appearing on the covers is 1584. The set in question, like a number of others, has no date on the cover. It is different from the other sets in containing just four titles, whereas the others contain from seven to sixteen items. musicians invited by him 32 . Interestingly, apart from possible private performances, the collector probably did not lend out his prints to professional musicians, because we do not find any compositions copied from them in any Gdańsk manuscripts from the end of the sixteenth century. Yet Knofius may have had an indirect influence on the reception of Italian music in Gdańsk. The second largest collection of music prints dating from before 1600 was compiled at the Marian church. It is likely that the majority of the items in it -only masses, motets, and other Latin religious compositions -was chosen by the Marian chapel master, Johannes Wanning. What is striking is that, of the 63 surviving titles 33 to those belonging to Knofius. It is thus very probable that, when importing these titles for his collection, he also used the opportunity to order another copy for the Marian ensemble. Wanning must have been consulted about such purchases. It is possible that Knofius, in view of his experience, helped the Marian chapel master to import other prints as well, particularly from Italian publishing houses, which he knew well.
As has already been mentioned, most prints which found their way to Gdańsk came from the Venetian printing house of Gardano. The comparison in the Table 1 demonstrates the dynamics of this process 35 . Assuming that the purchase of the majority of prints took place not in the year of their publication but with a delay of one, two or three years, we can see that the peak of the imports occurred during the second half of the 1580s, and was followed by a sudden decline. Knofius's collection contains no prints -and this applies not just to the Italian ones -from the years 1590-94, while the Marian Library holds only five prints from that period, all of them from Gardano's printing house. We do not know why Knofius suspended his hobby for a number of years. It may have been that his financial situation deteriorated during that period . It is possible that some prints found their way to Gdańsk via Kesner, but he is unlikely to have contributed to the import of Italian repertory on a large scale. An important part in the distribution of music repertory was played by the bookfair at Frankfurt am Main (Kesner did his shopping there), where Italian prints, among them madrigals, were represented in abundance 41 . In the case of Knofius it is possible that he employed such an intermediary, but the almost monothematic character of his collection (madrigals from Italian printers) may point to direct contact between the collector and the publishers. We cannot know this, but perhaps some help in this Gardano. It is not known whether the composer visited Venice in connection with the production of this edition, but it does seem likely 49 . No information has survived on whether these two volumes of motets ever reached Gdańsk -there are no copies at Gdańsk Library of the Polish Academy of Sciences. However, it seems unlikely that the author himself would not own these volumes, since during the 1590s he had continuous contact with the publishing house of Gardano, who were constantly supplying various prints to the Marian Library. On the other hand, the two collections of Wanning's compositions found their way to the Marian Library in Elbląg 50 -perhaps as Wanning's legacy, since he seems to have had some artistic contacts with this city 51 . The picture of the reception of musical italianità in Gdańsk would not be complete without taking into account the manuscript with keyboard music, known as the Gdańsk tablature, which probably dates from 1591 anthology of madrigals compiled in Nurmberg in 1589 by Frideric Lindner 54 . A copy of it, which, however, does not come from Knofius's collection, has been preserved in Gdańsk Library and may testify to the fact that interest in madrigals was more widespread in this city, and was not limited just to the community of musicians and music lovers known to us by name. The arrrangement of the composition by Jacquet de Berchem, carrying only the title Osi potes, without the composer's name, was presumably produced on the basis of some manuscript copy 55 . It is also impossible to establish what source was used by the author from Gdańsk who wrote the keyboard manuscript and included in it the arrangement of the madrigal by Domenico Ferrabosco, which was very popular throughout Europe 56 . It was signed, intriguingly: Iomison aut / Siginet aut / Fera Basso / Egidius Lucifer. The initial elements of this signature seem like a version of the title and the name of the author, misspelt as a result of mistaken reading of them in some manuscript, and ignorance of the Italian language. 'Io mi son' is the actual incipit of the text, 'Siginet' may be a combination of a number of letters from a later part of this incipit, incomprehensible to the copyist (Io mi son giovinetta), while 'Fera Basso' corresponds to the surname of the Italian composer, but may at the same time be a play on words 57 . The word 'aut' (= 'or'), which appears between the consecutive elements, was probably added by the copyist as a conjunction linking words foreign to him, which he regarded as alternative titles. 'Egidius Lucifer' appears at a place suggesting the name of the author of the composition, and probably is an addition with no direct link to this work but symbolises some person from the copyist's milieu, or another, generally known figure. The description 'Lucifer' is undoubtedly pejorative, and probably applies to some Egidius who was disliked by the copyist 58 . In this way Regnart employed at the court of Emperor Maximilian II in Vienna, and Riccio active at the court of Margrave Georg Friedrich in Königsberg, contributed to the awakening of an interest in secular Italian music in musicians from Elbląg. Evidence of this interest, apart from the prints, is provided only by two incompletely preserved manuscripts. The editions of Regnart and Riccio referred to here are located at the end of a set of eight prints from the years 1574-1584 which are bound together 61 . They are followed by glued-in sheets on which have been copied a number of motets, mass fragments, and two madrigals by Alessandro Striggio: Ancor ch'io passo and Nasce la pena mia -in both only the incipits over the world and earthly goods. His writings were familiar throughout Europe thanks to fifteenth-and sixteenth-century prints and manuscript copies; some of them also reached Gdańsk. of the texts have been entered. Striggio was at that time a well-known composer, and his Nasce la pena mia, published in 1560 62 , was very often copied in tablatures and vocal manuscripts written in Central Europe 63 . Ancor ch'io passo, also published in 1560 64 , does not seem to have been preserved in other manuscripts. Dating the prints in the set under discussion suggests that Striggio's madrigals may have been performed in Elbląg as early as the 1580s, but not with the original texts, which was probably due to poor knowledge of the Italian language in that city.
The second manuscript from the Marian Library containing Italian music was added to Orlando di Lassus's Newe teutsche Lieder (Munich: Berg 1567 [L 814]), but was probably written ca 1600 65 . The print, together with the manuscript, was likely to have once been the basis of the repertory of Elbląg's Convivium musicum 66 . Of the five-voice collection known under the title Thannenwald only Quinta vox survives, and thus we do not know what compositions for four or fewer voices may have been written in this source. On the basis of Carstenn's catalogue we may conclude that they included some compositions by Marenzio and Vecchi, probably madrigals. The surviving voice contains 12 balletti by Giovanni Gastoldi, which may have been copied from a print held at the same library 67 . In contrast with the madrigals discussed so far, Gastoldi's balletti were written together with the text. These entries are limited to the first stanzas, but we may guess that, even so, Italian words were being sung and perhaps understood by some listeners, regardless of the fact that knowledge of that language was certainly not widespread in Elbląg. Only a few residents of that city travelled to Italy to study, for know the circumstances in which this estate was visited by a traveller from distant Royal Prussia, but we may be certain that he had a good time there.
The madrigal repertory and the religious works of Italian composers reached the Elbląg of the late Renaissance period mainly through prints from Nuremberg, as well as from Vienna and Antwerp. Such prints were also present in Gdańsk, but there the main influence in popularising Italian repertory was the import of Venetian editions. In Gdańsk the interest in Italian music had a systematic character owing to the efforts of Knofius and Wanning; however, there are no madrigal texts in any of the manuscripts. The repertory from the Apennine Peninusula found its way to Elbląg in a more random manner, but Italian texts do appear in the Thannenwald manuscript. This collection was intended for amateur music-making at convivium musicum gatherings, and the presence of madrigals with the original words testifies to the burghers of Elbląg being open to cultural novelties. Italian repertory from the final decades of the sixteenth century was widely represented in the prints imported to Gdańsk -from masses through motets to madrigals of both more serious and lighter character. Musicians from Elbląg had access to a much more limited range of Italian works. In both cities one of the earliest prints containing madrigals was Jacob Regnart's Il primo libro delle canzoni italiane (1574). It is possible that both copies were imported by a bookseller active in Royal Prussia.
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